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■ The most beautiful thing of all is courage. 
Children learn this at an early age, and 
small boys spend most of their time prac¬ 
ticing the ways of courage, reading about 
it, emulating it in their heroes. 

When we grow older, we don't hear so 
much about it, unless there happens to be 
a war on. When it is a matter of survival, 
courage becomes precious beyond all else 
and any nation or race becomes beautiful 
when it defends itself. The embattled are 
always beautiful, so long as they fight on. 

With peace comes the illusion that it is 
somehow different. Men go back to worrying 
about money and women. As a nation, we 
cease to worry about our courage and be 
thankful for it. As individuals, we sometimes 
remember. For the heart knows that courage 
is still the essence of life, the only answer 
to personal discouragement, the only anti¬ 
dote to despair. 

When we grow older we no longer emulate 
the heroes of our childhood. The simple 
equations of the young mind get blurred too 
easily, and the minute details of living keep 
referring us away from them. We no longer 
often think of ourselves as creatures subject 
to being called on to be courageous, except 
under unusual circumstances. Even the man 
who pulls the others off a roof top in a flood, 
or from under a train in a wreck, is today's 
hero, tomorrow's old newspaper. 

■ All this is unnecessary and adds nothing 
to the music of Beethoven's Fifth Symphony, 
but the same can be said for musical analysis 
and historical description of the man. All 
we really know about this piece is that it 
gives us back our courage, for an hour, or a 
day, or however long the effect lasts. 

And for this service we acknowledge it a 
great, a lasting, a monumental work. 

The courage written into the first move¬ 
ment is clearly courage in adversity, that is, 
defiance. 

The second begins quietly, gently, then 
suddenly emerges into bright gladness. It 
slips into something like an expression of 
cautious withdrawal and continues with the 
steady beat of the opening. All this is re¬ 
peated. It is like a succession of experiences, 
each different yet alike in that they call for 
a variety of responses—joy, caution, but 
always persistence—and the meeting of each 
new circumstance with new means. The out¬ 
come of this kind of courage is tranquility 
and achievement. 

There is a threat at the start of the third 
movement, met immediately by the onward 

Ludwig van Beethoven born at Bonn, 
Germany, December 16, 1770; died at 
Vienna, March 26, 1827. 

Symphony No. 5 was composed in 
1805, published in 1809. Its movements 
are: 1) Allegro con brio, 2) Andante con 
moto, 3) Scherzo (Allegro vivace), and 
4) Finale (Allegro). 

Wolfgang Amadeus Mozart born at 
Salzburg, Austria, January 27, 1756; 
died at Vienna, December 5, 1791. 

Symphony No. UO was composed in 
1788. Its movements are: 1) Allegro 
molto, 2) Andante, 3) Minuetto (Alle¬ 
gretto), and 4) Finale (Allegro assai). 

step of determination. Again the air grows 
murky and the music picks its way along 
pizzicato as if following a thread through a 
maze. Slowly a door begins to take shape in 
the mist and we step into the bright air of 
the finale. 

The musical appeal of all of this is strong, 
but there is an even more potent aspect, a 
physiological rousing of the blood the secret 
source of which has never been tapped 
again to this extent. 

We do not really know what kind of man 
Beethoven was. We like to think he em¬ 
bodied the courage of this music, and we 
believe he did simply because it is impossible 
to think that any other sort of human being 
could have written it. 

■ “There are few things in art that are 
perfect," wrote Philip Hale. “Mozart's G 
Minor Symphony is one of them." 

If so, it is a perfect tragedy. It is a portrait 
of the individual beyond the help of courage. 
The outcome of his life has already been de¬ 
cided. Alfred Einstein aptly calls it, along 
with the two others Mozart wrote in his 
last years, “an appeal to eternity." 

Speaking of the scoring, without trumpets 
and drums, Einstein asks: “what would 
those festive instruments be doing in this 
fatalistic piece of chamber music ?" 

To call it fatalistic is not to disparage 
either the work, one of the pinnacles of 
musical achievement, or the man, who all 
his life was a fighter and who spent his 
energies without stint. 

The effects of this life of furious produc¬ 
tivity and self-exploitation had simply be¬ 
gun to catch up with him. The G minor is 

next to his last symphony, succeeded only 
by the Jupiter. Three years after he wrote 
it, he was dead, at 35. 

In an appendix to W. J. Turner's book on 
Mozart he cites a medical paper by the 
French doctor J. Barraut—“Of What Dis¬ 
ease Did Mozart Die ?" The kidney ailment 
that carried him off seems, in the doctor's 
account of it, to have been almost incidental 
to the chronic cause, “dating from his ear¬ 
liest years and increasing every day. This 
was simply excessive work, continual fatigue, 
and profound misery. One should be able to 
say of a man as of a machine: ‘this machine 
is used up, it has been worked too much.’ 
The word used applies perfectly to Mozart. 
Mozart arrived at the age of 35 worked out, 
having expended all his vital power." 

■ Part of the perfection of the G minor 
Symphony is then perhaps due to the in¬ 
stinctive tightening and refining of a great 
mind that seeks to make its final statements 
the most telling of all. The result is at once 
pathetic and heroic. 

The opening movement speaks imme¬ 
diately of a certain distress; Otto Jahn 
heard in it “a piercing cry of anguish" and 
Hale describes in it “a feverishness, an in¬ 
tensity not to be found in Mozart's other 
symphonies." 

Even the “divine tranquility" of the 
Andante second movement is now and then 
clouded over with darker feeling. 

The Minuet, too, that symbol of super¬ 
ficial court music, is here made to speak 
of much more serious things. 

In the finale, the French musicologist 
Saint-Foix saw “the highest degree of pas¬ 
sion and even fury." He goes on to elaborate 
a curious criticism: “Such boldnesses indi¬ 
cate a paroxysm of exaltation, and not free 
artistic creation. There is no more liberty 
here, but a mad constraint that seems to 
leave the composer with not an atom of air 
to breathe. And despite the severity of such 
a paroxysm—and this is really the core of 
the Mozartian miracle—neither the charac¬ 
teristic beauty of the work nor its propor¬ 
tions suffer the least injury, nor is the course 
of the ideas harmed by such violent and 
cruel shocks." 

The final Mozartian miracle is surely 
that despite such “cruel shocks" of his own 
he bore such fruit. 

Notes by Charles Burr 

■ Recent Columbia Masterworks releases 
featuring Eugene Ormandy and The Phila¬ 
delphia Orchestra include the following: 

Wagner: Parsifal. ML 5080 

Bach by The Philadelphia Orchestra. 
ML 5065 

Rachmaninoff: The Bells, Op. 35; Isle of 
the Dead, Op. 29. ML 5043 

Grieg: Peer Gynt Suites No. 1, Op. 46 and 
No. 2, Op. 55: Bizet: L'Arlesienne Suites 
No. 1 and No. 2. ML 5035 

Bartok: Concerto for Orchestra. ML 4973 

Franck: Symphony in D minor. ML 4939 

■ Library of Congress catalog card numbers 
R56-1004 and R56-1005 apply to this record. 
Cards may be purchased from Card Division, 
Library of Congress, Washington 25, D. C. 
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ANOTHER COLUMBIA FIRST - 
GUARANTEED HIGH FIDELITY 

The symbol “360" SOUND is the summa cum 
laude of high fidelity. 

It is your GUARANTEE that each record so desig¬ 
nated has been engineered and individually tested 
under the supervision of the Columbia Sound 
Laboratory. 
Starting with the taping of the performance, 
through strategically placed wide-range micro¬ 
phones, every step in the manufacturing process 
is checked for peak efficiency—including an actual 
laboratory-calibrated playback of each disc before 
it is released. 
Not only original masters, but stamper test- 
pressings are required to match, in A-B tests, the 
tapes from which they were derived. 

Only such rigid control permits production of 
recordings covering the entire 30 to 15,000 cycle 
range within a plus or minus 2-decibel tolerance. 

Like the 360 degrees of a perfect circle, “360’’ 
SOUND is the true spectrum of high fidelity. 

COLUMBIA 
MASTERWORKS 

GUARANTEED 
HIGHFIDELITY 

For this reason Columbia Records, the oldest 
name in recording and creator of “Lp”, GUARAN¬ 
TEES without reservation the fidelity of this “360'’ 
SOUND record. 
® ''Columljia", "Masteworks", "3S0”.'® Marcas Reg. T. M. Printed in U; S. I 
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